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WOLFGANG AMADEUS MOZART (1756-1791) 
Overture to Don Giovanni 
In December 1786, the Nostitz Theatre in Prague staged a performance 
of Le nozze di Figaro, only six months after its Vienna premiere. The tremendous 
popularity of this production prompted the theater's management to invite Mozart 
to the city early in I 787; at this time he conducted Figaro and his new D major 
symphony, No. 38, "Prague", and was commissioned to write a new opera for the 
following season. 
The suggested story for the opera was The Libertine Punished, also known as The 
Stone Guest and Don Giovanni (Don Juan) in various theatrical productions during 
the previous I 00 years. For his opera, Mozart drew largely on Bertati's one-act 
opera by the same name, but augmented it with other sources such as Moliere's 
fam_ous Don Juan. He asked Lorenzo Da Ponte to write the libretto, the 
se· of three collaborations between the two. 
I• 
Many commentators have noted the rather unique quality of this opera. Da Ponte 
called Don Giovanni a "dramma giocoso"-a combination of the opera seria and 
opera buffa-and it is perhaps the highest praise that can be levelled on Mozart's 
operatic abilities to observe how seamlessly he is able to integrate the most salient 
elements of both styles without diminishing the impact of either. The plot is 
frequently a comic one-for example, the observer cannot help but be amused by 
the Don's repeated ability to befuddle his pursuers in various clever guises. 
However, Don Giovanni is much fiercer than Mozart's other comic operas. The plot 
begins and ends with tragedy. Even the comic elements are infused with an 
i_ntensity foreign to most other comic operas; the Don's exploits feature rampant 
sexual conquest, whereas in more comic works, innuendo would be the norm. 
The opera's overture perfectly embodies the ambiguity of the plot. Although 
Mozart was unable to conceive of a satisfactory introduction to the opera until the 
morning of the first performance, his last minute composition has all the grace and 
musical interest that one expects from him. The overture begins with the intense 
music of the "stone guest," the statue that carries Don Giovanni into the flames of 
hell. Following this slow D minor introduction comes a D major Allegro. The Allegro 
is a sonata form which has variously been thought to represent a portrait of the 
Don or of "justice pursuing the mercurial seducer." The contrast of the D major 
section with the minor-mode introduction foreshadows the delicate balance 
between drama and comedy that the opera will maintain. Additionally, the D 
major music is frequently darkened by chromaticism, never allowing the bright 
major key to lie easily in the listener's ear. Finally, the overture has no final 
cadence; rather than closing in D, it ends with a half cadence in F major, eliding 
w · e beginning of the drama itself. However, the version heard here has been 
rea1 nged to close in D where it began. 
RALPH VAUGHAN WILLIAMS ( 1756-1791) 
FlosCampi 
In 1925 Ralph Vaughan Williams composed Flos Campi, a suite in six 
movements for small orchestra, choir, and solo viola. This seldom heard work has 
been described as transitional, its musical style lying between the more famous 
"Pastoral" and Fifth symphonies. Though the work is divided into six movements, 
it sounds more like "a seamless effusion of subtly shifting and blending moods," in 
the words of Nicholas Williams. The work is remarkable for its lyrical, serene tone; 
even at the most climactic moments the music is never ponderous. It is also an 
extremely sensual piece. Vaughan Williams's orchestration is very selective: he calls 
for one of each wind instrument (save the trombone), a small string section, and 
an eclectic array of percussion instruments. In addition, he adds the thick, lyrical 
tone of a solo viola and the ethereal quality of a wordless choir. The delicate 
orchestration allows him to maintain the integrity and uniqueness of each 
instrument in the orchestra, keeping the texture light and transparent. 
The music itself produces less the impression of a six-movement suite than of a 
continuous journey of subtle emotional shifts. As with Debussy's Prelude a l'apres-
midi d'un faun one listens to Flos Campi without consciously realizing the individual 
musical moments that have passed. Instead, one is left with the peaceful feeling of 
an inevitable but familiar journey. Vaughan Williams included a passage in Latin 
from the Song of Solomon as an inscription before each movement. These do not 
constitute a program for the work, nor are they necessarily even intended for the 
audience, as they are only printed in the score. However, the texts seem to mirror 
the subtle sequence of emotions contained within the work and to tie them 
together, with the recurring images of lovesickness (amore /angueo) and scenes of 
nature. It should also be noted that the texts embody a series of emotions, rather 
than describing specific actions or events; thus they are well-suited for music that 
is more concerned with minute shifts in texture and melody than with well-defined 
themes and movements. 
The work begins with a duet between the oboe and solo viola. This passage has 
been described as "bitonal: ' This is not quite accurate; although the two 
instruments play in different keys, they do not use any recognizable scale. As the 
two voices play in counterpoint with each other, the music seems to hinge on the 
conflict between E and F as tonal centers. The composer gradually adds other 
voices of the orchestra without resolving this tonal conflict. Once the entire 
orchestra has entered, the composer adds the choir, yet despite the forte and 
fortissimo dynamic markings, the music still feels very light. Then just as it built up 
to a climax, the music recedes and the triplet figures of the woodwinds immediately 
gives way to the second movement. The viola is initially silent, allowing the voires 
and strings to trade motives seamlessly. As in the first movement, the melod 
shifting continues as the orchestral texture gradually builds until almost the entire 
orchestra is playing; then it recedes and we are left with the celesta playing the 
theme underpinned by the choir. A viola cadenza based on the opening theme 
bridges the second and third movements without pause. 
The third movement is a showcase for the wandering viola, freely moving through 
its two cadenzas. The fourth movement begins with the horn completing the 
melody left hanging by the viola at the end of the third. This movement, clearly 
reflective of the text ("They all hold swords, being expert in war") is the fiercest in 
the work. A march for the entire orchestra, it does without the choir almost 
entirely. The movement begins softly, building to a forte statement of the march 
rhythm, with the melody in the strings clearly reminiscent of the tunes from earlier 
movements. The solo viola part is angular and measured, a marked contrast from 
the surrounding movements. However, no matter how loud the music gets, the 
orchestration prevents it from sounding too heavy. At the most climactic moment, 
when the choir enters and the orchestra plays a hemiola figure, the fifth movement 
begins loudly without pause, but in a markedly more lyrical tone and in triple 
meter. The tone of the fifth movement recalls the mellifluous music of the first 
three, but the triple meter allows the composer to exploit the tension between 3/4 
ary1 8 time signatures. The final movement is highly melodic and imitative, as the 
vo and orchestra enter variously playing two diatonic and lyrical themes that 
recall earlier melodies. The orchestral texture is truly central here, since the 
listener can detect no beginnings or endings of phrases as the choir alone fades 
out at the close of the work. 
FRANZ JOSEPH HAYDN ( 1732-1809) 
Symphony No. I 0 I in D Major, "The Clock" ( 1793-4) 
Joseph Haydn has (too frequently) been called the father of the symphony. While 
this is not entirely accurate, he was remarkably prolific in this genre. He produced 
an astounding I 06 symphonies, and the consistent quality of his compositions is 
practically unmatched. He went through many periods in his symphonic writing: 
some of his early symphonies are three-movement works, like the slow-fast-slow 
sinfonias by other early symphonic composers; the so-called Stiirm und Drong 
compositions from around 1770 are among his most famous; and with the later 
Paris symphonies he achieved a new level of symphonic synthesis. The present 
work is one of his last dozen sy.mphonies, all composed for London. The first set of 
"London" symphonies (nos. 93-98) was composed for a commission from Johann 
Peter Salomon, and was enthusiastically received in 1791 by London audiences-
with whom Haydn was something of a celebrity. 
Symphony No. I 0 I is one of the second set of symphonies, composed in 
Vienna in 1793 but performed upon Haydn's return to London the 
following year. The final six London symphonies are highly praised as 
the pinnacle of his symphonic development. In London, the orchestras 
w uch larger than on the continent, giving Haydn a much broader palette of 
sot..., to work with. Like the others, Symphony I 0 I features an orchestra of two 
flutes, two oboes, one clarinets, two bassoons, two horns, two trumpets, 
timpani and strings. 
The first movement is in sonata form with a slow introduction. The Adagio 
introduction is in D Minor, though it moves through F major before pausing on a 
half cadence to prepare the Presto in the major mode. The first theme is a light 
tune-more motivic than melodic-in 6/8. Haydn does not dwell on this theme, 
immediately dissecting the motives and coming to rest in the dominant, A Major. 
As often happens in Haydn, the first theme is then repeated and developed further 
in this new tonal area. The development section in turn exploits short one-beat 
motives from both themes. 
The symphony's nickname comes from the second movement, whose simple string 
pizzicato accompaniments remind listeners of the ticking of a clock. The movement 
opens with a simple statement of the first theme against the ticking accompaniment. 
The most interesting passage in this movement is the second statement of this 
opening theme. The texture here is remarkable, a synthesis of the accompaniment 
figure from the opening coupled with Haydn's interest in counterpoint. 
The Menuet is one of the lengthiest in Haydn's symphonic output. As in the fi st 
movement, the main idea is less a full theme than a couple of motives, sequ£ ~y 
linked together. Though the movement lacks the unbridled humor of Haydn's 
earlier Menuets, he cannot help but exploit the ambiguities of the triple meter with 
misplaced sforzandi and "incorrect" entrances. The Trio remains in D Major, 
though the tone changes entirely, with the pulsing drone in the strings recalling a 
German dance, and the solo flute providing additional color. 
The final movement is a swift rondo. The theme is again very simple, and 
features a prominent use of counterpoint and sequences. Following the second 
statement of the theme, the music moves into D Minor recalling the introduction of 
the first movement. Instead of presenting a third statement of the theme at this 
point, as one would expect, Haydn inserts a contrapuntal passage for strings based 
on motives from the theme. He delays the final full statement of the theme for the 
very end of the movement, where it appears over a tonic pedal, ultimately giving 
way to a dramatic D Major conclusion. 
-Program notes written by Gregory Weinstein 
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Violist Michelle Lacourse is Associate Professor of Music and Co-chairman of the 
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SERGEY KHANUKAEV 
Sergey Khanukaev is a doctoral student in orchestral conducting at Boston 
University's School of Music. Born in Russia, he began his musical studies in 1969 
at Moscow's Tchaikovsky Conservatory, where he studied piano and musicology 
with such outstanding musicians as Edison Denissov and Tovy Logovinsky. He 
continued as a postgraduate student at the Moscow Gnessin Musical Institute 
concentrating mainly on symphonic conducting, under the guidance of Yuri 
Simonov, and musicology. His research studies were dedicated to contemporary 
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graduated from the conservatory with an Honor Diploma in symphonic and 
operatic conducting. Since 1982, Mr. Khanukaev has conducted various 
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Petersburg, Yaroslavl, and other venues. 
Following his arrival in Israel in 1991, Mr. Khanukaev received the Israeli 
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successful concerts in the framework of the Israel Festival and other countries. His 
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are presented on Israel Broadcasting Authority. Mr. Khanukaev has premiered the 
works of many modern Russian and Israeli composers. Sergey Khanukaev made 
his Boston debut in 200 I with the Boston University Chamber and Symphony 
Orchestras. 
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